Women's Art Registry of Minnesota: WARM 1979 Sept-Dec

Women's Rrt Registry of minnesota

Barbara Benson at her home.
Published by SOPHIA, 2021

photo by Susan McDonald
1

WARM Journal, Vol. 00 [2021], No. 1979, Art. 2

EXCERPTS FROM A TALK WITH
BARBARA BENSON
by Alice Towle

In June I spent a Sunday afternoon
with Barbara Benson in her airy, upper
duplex in N.E. Minneapolis. An
unfinished painting sat on an easel
in the living room. The apartment was
filled with art, both Barbara's and her
husband Paul's. They both work at home.
Alice:
Your medium is egg tempera, then?
And you just take an egg ...
Barbara:
Yes. A good one, though. You have
to take a real good farm egg because
some of these eggs are short of
substances like lecithin and egg
oil, which binds. So, you have to
use a good egg and beat that up
like you were making an omlette.
A:

With the white and the yolk
together?
B: Yes. The whole egg because each
does something. I forget what.
And then you add the same amount
of boiled linseed oil and mix that
very well. Then I add twice the
amount of water and I mix that in
a jar.
A: So, it does have an oil base?
B: Yes, but it's a dry,. medium like.
acrylic. It dries within a minute.
But, because it has egg oil--there's
only 1% of egg oil in an egg, it ·
never really dries, so the medium
is completely elastic. It never
cracks. There are incredibly old
paintings, like some pre-Rennaissance Italian icons, that were done
in egg tempera that have no trace
?f age. Once it's completely dry-it take a year--you can varnish it.
I've taken paintings off the
stretchers and rolled them up and
put them back several times.
A: That's amazing. You couldn't do
that with an oil.
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B:

If you want to, you can highlight
things with oi 1. I I ve done that
sometimes, to get a certain red.
A: But you can't go the other way.
Have you ever used acrylic?
B: No. I have to stick to this because
it took me quite a while to figure
it all out, you know. And it's
so organic to me.
A: The acrylic can be very plastic
looking.
B: Yes. This is all organic. Look at
that color! It drives me crazy.
I want to eat that red.
A: When you first started your art
education, were you trained in all
media?
B: In our art schools (in Germany),
you study drawing for a whole year.
Everybody--like a sculptor or somebody who wants to go into graphics
or photography--they all draw. Then
you pick your field and teacher. You
go to one that you like. You like
his work, his personality, or whatever. The man I studied with had
been painting in egg tempera for 40
years, which I didn't know. I wasn't
aware of egg tempera. I only knew
of oil. I was completely innocent
in any art. I hadn't done any art
before. I hadn't done any painting
or anything.
A: Not even as a child?
B: I did as a child, but then only
sporadically, but I always wanted to.
A:
B:

So, this was after high school?
Yes, It was 1969. So, I had to
really be trained completely. My
teacher, Peter Janssen told me to
start out on egg tempera because
it probably was a good media to get
to mix colors. He said I could do
anything I wanted to at any time.
A: Were you in a class with him?
B: No. He had a studio next door and
came in twice a week. He had 3
classes with about 5 people in each.
A: Were they always small classes?
2
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B:

A:
B:

A:

B:
A:
B:
A:
B:
A:
B:

Yes. There were never more than 8
people in one studio. No teacher
ever had more students than 20.
When you are in a higher semester,
you have a studio by yourself. Then, ·
he would come in twice a week or
sometimes more often. What I liked
so much - we didn't always talk about
art. It was more personal.
Were you an "artistic" kind of child?
Unh Hunh. I think I was. I was
really _interested in dance and
theater. We played circus on the
lawn with my dog. I was a gymnast,
a real acrobat. My friend was
always the snake charmer because
she had black, long hair.
My parents were artistic, too, but
in a different way. My mother had
a wonderful sense of color and she
was very inventive in her house. She
dug up old furniture and would redo
it very eccentrically with wonderful
fabrics and would combine unusual
colors. She didn't paint, or anything like that, but she used her
creativity in decorating.
My parents always let me do things.
My brothers and myself had a room
we could just mess up. We even had
birds flying around in it, eating up
the walls. It was our room. We were
free to destroy it.
A child's dream!
I think that's a creative aspect,
too.
The freedom ..•
To do and experiment.
Did you have any brothers or sisters?
Two brothers. I have a blind
brother. He is younger than I am.
He was born blind?
He was healthy when he was born, but
two days after, he began to go blind
and by the time he was 16, he was
completely blind. He had to go to
school in Hamburg, a hundred miles
away. When I grew up, I had to pick
him up at school a lot. I had
relatives there and I went to the ·
museums. That's another thing my
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A:
B:

A:
B:

A:
B:

A:
B:

parents did. They always dragged
us to museums. They showed us a
lot of stuff, you know? Churches
and museums.
This was in Hamburg?
In Hamburg and I remember, we went
to Amsterdam~-that wasn't so far
away--to the Rijksmuseum which was
full of Rembrandts. My mother
sh~wed us all those things.
What did your father do?
I
He is a surgeon and a general
practitioner in the country. He's
also a botanist. He's very knowledgeable in botany and that's his
creativity. He bought himself a
wasteland in Eggeloge and he's
cultivated that and is building a
park. He breeds and collects rare
trees. He loves trees and flowers.
Do you think that's an influence on
your paintings? The awareness ••.
Yes. And the area I 1 m from. I
realize that I'm completely attached
to Earth. I've always thought it
sounds so hokey to say "Mother Earth",
but, I realize that by coming here,
I've been so unrooted. I've had
such a hard time rooting in this
country. I have not been able to
figure it out, but now I know that
I'm so attached to Earth.
But, you grew up in the country.
(In a small village called
Westerstede.)
Yes. The whole part of the country
is just so in me and it's in all
my paintings. It's extremely lush.
I'll never see trees like that again,
which is probably not true, but for
me it was so enchanting. I spent
a lot of time by myself since it was
so in the country, walking my dog.
I didn't have anything else to do.
It's so green. It's foggy and overcast and the colors come out very
strongly. In the sunmer, the green
can be so dull, but not when it's
raining and foggy. It's all blue-just crazy. The ferns come up to
your breast and the tree stumps are
overgrown. Th~y look like reptiles.
They are so glistening and green.
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A:
B:
A:
B:

A:
B:

A:

B:

WARM Journal, Vol. 00 [2021],
Art. 2 I was too much in the
B: No.
No,1979,
because
Is that far up north?
country. I finally had a friend
Yes. It's right by the North Sea.
who got me to go to art school
Not quite by the sea, but 30 miles
because he was already in. I talked
inland.
to him and he got me going.
Have you ever been to northern
A: So, he was a big influence on you.
Minnesota?
What about your family? Did they
encourage art?
Yes and I love it.
B: No, they didn't, really. I mean,
Is it somewhat like that? Because
they didn't mindme painting, but
there are exotic ferns and mosses
as a career, they thought it was
that grow up there.
just impossible. Everybody did
Yes. Somewhat, but it's not quite
everything
to discourage me. It's
that wild. It has meadows and cows.
not
that
hard
to get into school, but
I realize that it is completely in
made
me
believe
that it was
they
me . It feeds me, actually; or maybe
impossible
to
get
into
art school.
I need that. I have created that
There
were
only
maybe
15
in the
in my paintings.
country and they were very selective
because, they feel it's such a great
Do you think you've found it hard
responsibility to turn out free lance
to root because you're living in
artists. They are separate from
the cit_y, rather than the country?
other schools. You had to send them
a portfolio and they took maybe only
No. Because I've lived in the city
30 people. I don't know how many
for the past 20 years, but I was
apply.
always in reach of this certain
piece of earth . I would always go
A: How did you manage to get a portback there several times a year and
folio together?
I always had in mind maybe having
B: Well, I finally got desperate. I
a house there one day. I realize
went to Freiburg University in
I got more attached to that, to the
Southern Gennany. I was studying
country, the trees, than to people.
languages. I did this for four weeks
Whenever I say I'm homesick, it's
and
I thought if I had to do this all
not that I miss my parents all that
my
life.
~.I d rather paint. I got
much, it's more the country. The
to
the
point
where •.. either painting
certain smell. Just the environnent.
or nothing. I didn ' t tell my
Well then, if you didn't do art past
parents. I would spend all my money
that childhood art most people do,
on colors and material for my portwhat made you decide to ~go to art
folio. You see, by that time, I had
school?
seen some things. I was really into
pop art then--Andy Warhol. So. I
Well, I was very visual. I had a
did these gigantic things on
complete visual eye and I did paint,
Masonite--lipsticks•-1 did a whole
but then I got into music strongly.
series of lipsticks.
It was easier for some reason. You
just had to play it. I needed someA: Quite different from what you're
body to tell me what to do. I was
doing now.
too isolated to get going on my art.
B: Yes. That was just an impulse. It
I needed some kind of stimulation.
got me going. As I said, I needed
There were no artists in your neighsomething. I wasn't content to sit
borhood or your family? (Barbara
down
and do apples. I could do that
had talked of a great aunt who had
now,
but at that time, I needed
been a painter. Many of her works
motivation
that I felt was 11 contemhung on the walls of the family
orary11. I didn't want to feel like
home and the attitude of the family
a
Sunday painter.
had been one of ackniration for her.
Here was meant a contemporary
influence. )
1
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8:
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So, this portfolio got you into
school?
B: I did ten of those Masonite things.
A: And you took them down to the school?
B: No, I couldn t. I lived hundreds
of miles away. I packed them in
a refrigerator cardboard and sent
them by train.
I think they took me because I was
naive and desperate. I m sure they
could see that. There were other
people· who had everything slick and
they got turned down. They checked
my portfolio and told me to come
and be there a week and work. They
would watch me. They gave me a test
every day to see how I was doing and
then I had a final interview to see
if I was accepted or not.
A: Were you nervous about that?
B: Very. You know, I was very
inexperienced and shy. I didn t
know anything about pencils or portfolios--as I said, I wrapped mine in
cardboard. But now, I think that was
good. It would convince me, because
it s really not the packaging. But
when I got there and saw everybody
draw, I got quite depressed. I
I
thought, ! ll never make it.
was naive, but I understood later
that that was important, because I
was able to take things in. If you
already have a system of doing things,
there s nothing they can teach you.
So, they never took people like that.
A: You were good raw material.
B: Yes. They didn t mind if you couldn t
really draw, as long as they could
see you had a sense for space and
color.
A: How did you get along with the other
artists there? Did you feel you
were apart from them because they
knew all these technical things?
B: No. Nobody knew anybody, so we
never talked much. There was one
girl that blew me away because I
had never seen anybody like that.
She had red hair--only it was a wig.
She had several wigs--a red one, a
grey one, and a black one. She

wore a knife around her neck and a
necklace of teeth from the dentist.
She had black fingernails. You
know, this was 1969. I had never
even seen anybody like that. I was
so shocked. She was dressed in
orange and purple and just loaded
(with jewelry). She smoked incessantly and so, there was my competition .

A:

1

1

1

1

11

1

11

Painting in egg tempera by Barbara Benson.
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A:
B:

What was her work like?
She was good. She was very good.
She was sure of herself. She had
three times as much work as anybody
else. She wasn t intimidated because
she was from Berlin. She had lived
there all her life and she knew a
lot already, so she didn t get blown
away like me. She just worked.
A: Was the school a four year one?
B: No, actually it s six or eight years.
You have a year of drawing and then
you go into whatever you want to
and you have six years to do that-without any exams. You don t get
any grades in Germany. And you
cannot study to be an art teacher
there. If you want to become a
1
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1
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A:

B:

A:
B:

A:

5

professor of painting, there's
B:
nothing you can do. You can just
be good and hope that somebody will
decide they like you. They let the
students decide. They say we want so
and so and then they contact so and
so and ask them if they are interestec.t.
And it's not so institutional. I've
always enjoyed that. We had a
.sculpture teacher who was a bum,
b~t he was real good. He was always A:
drunk. He would come to school and
B:
sit on the front lawn in his undershirt and swear and be completely
drunk. But he was a terrific artist
and teach~r.
Were you required to take any art
history classes?
Art history and philosophy. And we
had a wonderful library. But it
was very loose. They really let you
do what you wanted. My teacher said
that if you didn't want to read
much about other artists that was
fine, because that didn't necessarily
make you a good artist. He told us,
in fact, to never have open any art
A:
books around the studio because it's
intimidating and it influences you.
If you have a book open of Klee or
someone, it's dangerous. I agree.
B:
He had a lot of good advice. Like
he said, in order to be a good artist,
you don't have to be intelligent.
You don't have to be knowledgeable
about anything. You don't have to
know a hoot about art history, really, A:
because it has nothing to do with
your visions or whatever you want to
B:
do.
What do you have to have?
You have to love it. You have to
want to express something. You
have to have the desire and
obsession to be it and do it and
that's all.
When you were a student and
afterward, did you and your friends
seek approval from each other? Did
that mean a. lot?
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That meant everything to us. In
school there were different teachers
teaching different things-different friends, movements. Some
people were very political. There
were many different groups of
students. My teacher was a painter.
He had his doubts about a lot of
contemporary art .
How about you?
I do. This, of course, is personal.
It's subjective. Personally, I
feel that lots of it is too intellectual. Good art has to be both.
It has to be intellectual and
emotional to be the right extent ~
There is an overemphasis on
intellectualism in our society and
I don't agree with that at all.
And I also don't agree with art
being elitist, being made for a
particular group of people that can
only understand it; and that art
needs explanation, that the written
word has so much power over the
visual.
A lot of that kind of art is now
mainstream. That's what is being
shown.
Yes. That's contemporary. That's
avant garde, although I don't
think there is any avant garde right
now, but that's what it is. It's
accepted.
The people who show that kind of art
are supposedly successful.
Yes, but I don't know if art is
supposed to be successful. It's
supposed to be successful in itself.
Like, if you do a painting, you want
it to be successful. You want it to
work. That is the only successfulness I am concerned with. I
don't always think that someone is
successful just because this person
is a financial success or hangs in
a certain museum. That's the kind
of thing that we are all under-this kind of success thinking, of
money and adoration by other people;
but that isn't the most important
thing. Acceptance would be nice,
but it's not the only kind of success.
6
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A:
B:

A:
B:

A:
B:

A:
B:

A:
B:

A:
B:

So, this would not be your goal?
No, it's not really my goal because
I feel there's nothing I can do
about that. I can only work and
try and make my paintings a success .
Not what someone else ..•
No, no. Getting them to be where I
think they're good and following my
visions and expanding. That, to me,
is success. And if that way I get
financial success plus recognition,
it would be perfect; but I don't
want political success just because
I'm in so and so group and I know so
and so people and I have this ability
to socialize. I don't believe in
that much.
So, you don't want to play the
political game?
I can't. It just makes my life
miserable. I've finally come to
the conclusion just recently that
it's just not worth it. I just
want to live and paint, mainly.
There's no freedom in art politics.
No. There's more to life than
being famous. In fact, I think it's
probably very tiring to be famous.
Very demanding.
What role does art play in your life?
I .feel that we need to give our
lives meaning in many ways. I paint
to give my life meaning. That's the
main reason. It makes it interesting and wonderful. It's exciting
to me. I can do all kinds of things
by painting--travel, escape. I
think escape is important. It is
to me. It's some kind of expanse.
Is painting an escape for you?
It is, although I don't like that
word because it has such a bad
connotation; but actually I don't
think it's bad at all. I think
it's very important to escape--just
as it is important to dream. But
those are bad words, you know?
But I see nothing wrong with it and
I think people escape all the time;
when you go out, when you talk,
when you drink. In fact, it's
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A:

B:

A:
B:

A:
B:

A:
B:

A:
B:

A:
B:

A:

necessary. I don't think anybody
can live with just facts. They are
too crushing. The facts of life and
what is going on is so bad.
Do you find that because your husband
is also an artist there aren't some
of the usual conflicts between family
and work for you?
Yes. Since we are only two people
that makes it easier. We don't
have a family. It's just us. And
we are both equally interested in
doing art work. We just love to
work together, actually. We have
our best times when we both work and
in between we meet and we have tea
or talk about it. So, that's
perfect. And we do everything to
keep our lives simple.
And to have art be the central
fonnat?
Yes. To be the center in our lives.
We do everything to keep it that
way.
Do you feel you've had to give up
certain things to be an artist?
Oh, I gave up a lot of things,
buying clothes and having luxuries.
I don't have a house. There are a
lot of sacrifices that way--of not
being able to buy things.
You don't lack for anything, it
seems.
No. That's right. I think there's
very little one actually needs.
Society makes us think we need
more. But there are things we
don't have--like children. That's
one thing, you know, because of
money and circumstances.
Those are big sacrifices.
Choices.
Tell me what artists have
influenced your work?
You know, it's funny, but the one
that really got me going was Jean
Dubuffet.
It doesn't fit.
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B:

No, it doesn't. But, as I said,
when I went to school, I couldn't
draw or anything and I could hardly
express myself. I was so naive
that when I saw his work, I felt I
could do that. That was such a
relief. I was just totally excited
and I did these gigantic things on
the floor on packing paper. I
would just pour paint and I painted
with everything I had--my hand,
sticks. It was great. It was a
real release.
A: That's so far removed from what
you're doing now. Did you just
travel along a road until you got
to this point?
B: Yes. Then I did shopping bags. I
was so stuck on these plastic bags
that I couldn't get away from them.
Then, one day my teacher said that
he'd just had it with shopping bags-that whenever he saw one of those,
he would just get extremely nervous
and he said, "Stop those. Don't
do those. Do something else".
A: Are you an obsessive painter? I
mean, can you really do a whole lot
of one thing?
B: I think so, because my paintings
go definitely a certain way. I have
an iconography which is landscape
and architecture and I've worked
on this for years.
A: What went on in between that and
the Dubuffet?
B: A lot of things that I threw out.
Then, I began to see things that
were intriguing to me. I saw a
sewing machine in a junk yard with
a meadow behind and all of a sudden
I had this idea of a sewing machine
in a wood with a girl who was sewing
these endless pieces of silk. I
did a painting of that. I was
getting very narrative. I had these
stories in mind. They had to do
with myself--almost like fairy tales.
I did a big nude with a blue fish in
her arms on a beach full of pebbles.
Those were very primitive. That was
one of my favorite paintings, that
nude. She turned out blue, for some
reason.

7
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A:
B:

Where is she now?
I have her rolled up. It's a huge
painting. I did things like that
and then, before I knew it, I painted
a garden. Then I saw some books on
Islamic architecture and every since,
I've been definitely going on that.
Then I saw miniatures. I always
loved those but I could not get
inspired from them before. I could
not see how I could ever get anything from them and put it in my
own work. But, one day, I did a
big painting of some kind of
architecture that was very flat
and linear and was kind of Indian,
Islamic. It had a garden. Then I
went on and painted oases. I needed
those badly. I needed them for myself, for my spirit and well being.
I've been on that ever since.
A: Where were you living when you were
doing those?
B: I lived completely closed in in a
city--West Berlin, which, you know
was surrounded by the· wall. It was
complete city living. There was no
escape. There were just a million
people on one chunk of city.
A: So, painting oases was one way of
going back to your country roots?
B: Yes. I just needed that, you know?
Needing space, meditative space.
My paintings are like a sea--a big
mass like a carpet or a sea. It's
a big area where you can float over.
You can let your eyes go.
A: You are looking down, too; floating
and looking down.
B: Both. Flying over it. I seem to
need that a lot. For a while, I
felt that man was really destroying
everything. I think that was why my
woods were so inaccessible. They
were almost impenetrable. Things
were in the middle of them so they
couldn't be reached.
A: Yes, there's no path that goes in.
B: It's all protected. It had to do
With that because I have a mistrust
of man. I think man is too proud,
too shameless~ too much in control.
I could almost say we think we have
power over things and we destroy
left and right. It's really
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upsetting to me. I'm sure all of
that is in my paintings; the architecture I did first--now they are
people. All my towers never had
windows or openings either.
A: You did some architectural things
when you were first with the gallery.
B: Yes. There was a time when I thought
I couldn't do trees any more. I
was feeling so guilty about doing
trees.
A: Why?
B: I was worried about always doing the
same thing. Because I don't jump
around. I got insecure and I thought
at least I should try space, empty
space, so I forced myself. All those
paintings I did were done completely
forced.
A: Do you think they were as successful
as the things you felt more naturally?
B: No. I don't love them as much.
There are one or two I love, but my
miniatures I really love. I feel
that they're much more of me, because
I didn't force. I just let my subconscious come--my other side. I
didn't think so much.
A: For you, you think this is the best
way to go?
B: Yes. But once in a while I get
insecure and I question it and that's
when I'm usually in trouble. We
shouldn't question that. That's what
I mean, where we're always under this
intellectual control--of struggling
with ourselves, not believing in what
we cannot explain. We only believe
in things that are black and white
and that we can completely analyze
and explain; and if that's not
possible, we think it's not good.
I try hard not to do that. To let
it come and trust.
A: We have to learn to trust our
instincts; but everyone says no,
don't be that way.
B: Yes. Also, I think art has to be
humane. To me, it has to reach
people. We can't all become so
isolated and sit in our little
niches and do things that nobody
understands except certain other
little
niches
Published
by SOPHIA,
2021of people. We are all

people working for each other, after
al 1.
I read in Time Magazine that we live
in the 11 Me 11 age.
A:

We do. But, I think that might be
a backlash. Especially for women
who were raised to always think of
the other person first--often at
the expense of themselves. If you
keep doing that for years and years,
you think, well, I'm not worth very
much. So, it's probably a backlash
from that, because we were so off
balance; but I think we've gone too
far and we're off balance the other
way.

(Barbara met Paul on the ferry going
across Lake Michigan while traveling.
They got married 5 months later and
lived in Racine, Wisconsin before they
moved to Minneapolis. They have been
living here since 1975 and like it
very much.)

Newsletter Policy and Staff
The WARM newsletter is a forum for the
exchange of information and opinions
of W.A.R.M. members. Articles represent the authors' own opinions, not
necessarily those of the Registry.
The Newsletter C0111Tiittee of WARM
publishes the Newsletter. Members
include: Beth Bergman, Susan McDonald,
Susan Pleissner, Alice Towle and
Associate Member Kathryn Lloyd.
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INTO THE MIRROR

PHOTOGRAPH:

MIDWEST CEMETERY

If you stood there long enough
in your black boots, dark figure,
would your name come up through
these feet, your roots, up into
your stem; would your name
come coursing then from out beyond
would your mouth call out a name
older than the one you know
and say it as your own?
Who says your name at night, ·
taps you gently on the forehead:
The one whose sister took
a curling iron slip quick sizzle
and it's done, the last sound
her skin will ever make?
I know the midwest cemeteries
through my feet; they rise,
these stones, inevitable as the
prairie land they come from
marking mounds of dead, of living
of lives not lost to me. I
know them all through my feet
and hands, too, I run over
the stones reading names.
I want to know their names
naming who and what and when.
Does it matter out beyond
that we struggle to name their
names and try to know our own?
Who touches me gently
on the forehead in the night
and calls me up from sleep
through the dark
through the long tunneling stem
Who calls my name?

9

From out of a mansion
this old mirror stands
floor to ceiling, placed
on the stairway landing
as our third child, a girl
is about to be born.
Often walking down steps
toward this mirror I
catch the thought of
my children, all girls,
falling into the mirror.
This fear is not so strong
for myself, but it
sometimes happens
the heel catches
you go careening toward
could fall through:
the head
the shoulders
smashing into glass
falling through your own image
the force of your self
shattering
the image.
For myself
my children, all girls,
I have this fear
this awareness
of the possibility of
death by fractured image.
Monica Ochtrup

Appeared in Studio One, Spring, 1979.

Monica Ochtrup held a poetry reading
at the WARM Gallery in February.

AU future rights to material published
in this NEWSLETTER are retained by the
individual authors and artists. Reproduction or reprinting of any kind may
be done only with their pemission.

Monica Ochtrup

https://sophia.stkate.edu/warm_journal/vol00/iss1979/2
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CALENDAR 1979
4
8

Tuesday, 7:30 p.m.
Meeting.
Saturday, 9 a.m.
Meeting.

Associate Members
Ga11ery Members

28~29~30
Friday, Saturday, Sunday Women's Art
Weekend at the Minneapolis College of
. Art & Design. (See page 18 for details.)

Saturday, 7-10 p.m. Opening of Jane
Bassuk and Susan Pleissner Show.
Continued through October 6.

2
6

Tuesday, 7:30 p.m.
Meeting.
Saturday., 9 a. m.
Meeting.

Associate Me~bers
Gallery-Members

13

Saturday, 7-10 p.m. Opening of Beth
Bergman, Sally Brown, Joan Carlson and
Sandra Taylor Show. Continued through
November 10.

3
6
17

Saturday, 9 a.m.
Meeting.

1
4

Tuesday, 7:30 p.m.
Meeting.

SEPT.
23
Tuesday, 6 p.m. Socializi-ng, pot luck
dinner, talk about work being shown by
Bergman, Brown, Carlson and Taylor.
All members welcome.

Gallery Members
Associate Members

Saturday, 7-10 ·p.m. Opening of Marilyn
Anderson, Genma Cullen and Marie Mazzara
S_how. Continued through December 15~

Saturday, 9 a.m.
Meeting.
Tuesday, 7:30 p.m.
Meeting.

OCT.

NOV.

Gallery Members
Associate Members

DEC.
Published by SOPHIA, 2021
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Announcements

NEWSLETTER ACCEPTS ADVERTISING

Marija Skutans Netz wi11 be having one
woman exhibits in September at the
Lutheran Brotherhood, 701 - 2nd Ave.
South, Minneapolis, and in November at
the Atrium Gallery, Twin City Federa1,
801 Marquette Ave., Minneapolis.

The Newsletter will run paid advertisements at the fo11owing rates:
$50 full page
$25 ha1f page
$13 quarter page
$ 7 eighth page

Infonna1 1ife drawing sessions with
a professional model wi11 be continuing
Tuesday afternoons 1-4 p.m. at the
McDona1d/Visscher Studio, #522 Rossmor
B1dg., 10th &Robert St. in St. Paul.
$18. for four sessions or $5 per
individual session. Call 292-1655 or
378-9169 for infonnation.

This is something new for the Newsletter,
and since we publish quarterly, rates
must be subject to change without
notice. Ads must be submitted by
regular Newsletter deadline. If
interested, please contact the Newsletter Coovnittee for more infonnation.

Susan McDonald will offer a basic
printmaking course Wednesday evenings
beginning October 3 at the Rossmor
B1dg. in St. Paul. College credit is
available through Metropolitan State
University or it may be taken for no
credit. For information call
378-2571 or 292-1655.

If you are neither a member nor a woman
visual artist in Minnesota but would
like·to receive the Newsletter, you
may become a supporting member for an
annual fee of $8.00. (see form at
back) Supporting members will receive
announcements as well as quarterly
issues of the Newsletter.
If you are a 1979 paid member and are
not receiving the Newsletter or
announcements, p1ease fill in your
address below and return to WARM,
attn. mailing list.

Newsletter Name Contest
We are planning to give the Newsletter
a new name, and will award a brand new
WARM T-shirt for the best name.
The new title will be printed in place
of the WARM 1090 on the front page of
the Newsletter with the WARM identification below it. Please print suggested
names on the back of a postcard or leave
them in the envelope marked "Newsletter
Names at the desk in the Gallery by
November 10, 1979. The winner wi11 be
announced by December first.
11

The deadline for the December Newsletter
is November 10. Anyone wishing to
submit articles, announcements or
advertisements is invited to do so.
Please leave the material in the
Gallery clearly marked for the
Newsletter by the deadline indicated,
or contact one of the ccmnittee members
to make special arrangements.

11
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On Susan Fiene s Piece for Walker
1

. •,

People who saw this piece felt an
invitation to draw from their recollection for its affect, there was a certain
delighted familiarity, the sheets from
the clotheslines of childhood, the
glint of winter snow, a procenium arch,
dancers; I thought: mountains of mist,
a reshaped room. That she dragged
those mountains out of a picture frame
and into a room, that she hauled the
museum room to the blue ridges where
she grew interested me, not in the
documenting of mountain, nor in the
advancing of a room's proportion
(which she did) but in the soft
elusive tones, a folding in and out,
and expression of the movement of
memory itse 1f. ·
Elizabeth Erickson

photo by Susan McDonald

Susan Fiene in her studio with her
sculpture "Piece for Walker". A fabric
sculpture,this work was made for a
specific interior site. It makes
reference to landscape through the use
of two dimensional devices such as
horizon lines and perspective. Actual
dimensions are 24'xlO'x1O'. This
sculpture was exhibited at the Walker
Art Center in Minneapolis April 1 to
May 12, 1979.

BUILDING NETWORKS
by Susan Pleissner

Picture this scene: a room full of
dynamic, successful business owners
listening with interest to a panel of
equally accomplished speakers, is all
women. An impressive sight, and it took
place in the Restaurant at the Walker
Art Center, where the National Association of Women Business Owners (NAWBO)
Minnesota Chapter held its August
business meeting.
Published by SOPHIA, 2021

Marlene Johnson, president of the
Minnesota NAWBO chapter, introduced
member Karen Desnick, who was instrumental in organizing the panel and is
herself quite knowledgable about the
arts. Panel members were Polly Brown,
Resource Development Director for the
Guthrie Theatre; Joyce Lyon, a founding
member of WARM; Julie Duke, Director of
Development for the St. Paul Chamber
Orchestra; Molly LaBerge, Executive
Director of COMPAS; Elise Margolis,
Development Representative for KTCA-TV,
and Joyce Yamamoto Klepp, owne: of
Sansei Pottery.
continued
·

2
1
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Several Speakers made well-reasoned
arguments for breaking down the mystique
surrounding the artist; to let business
people in by conmunicating what artists
are all about. Polly Brown made a
particularly cogent point about artists
and arts organizations having the ability
to speak to the business community in
"their" language; telling them that a
healthy arts conmunity means payroll
and bank deposits, retail sales, tax
revenue, ancillary services such as
increased restaurant trade near theatres,
galleries, etc. Show them that artists
are stable and contributing citizens.

explaining about, for example, the
differences between a full-time working
artist, part-time working artist and
someone's friend who is taking an
art class.
In all it was a high-energy evening
where many seeds were planted for a
future of cooperation and mutual benefits
for business and the arts.
Susan Pleissner

SHOW SEPTEMBER 8 - OCTOBER 6

SHOW SEPTE

Joyce Lyon outlined WARM's history,
noticably impressing the group with
her account of rehabilitating the
gallery space, and her personal attachment to one particular section of wall
which she worked on. She talked about
the process of WARM gaining confidence
and credentials in the community, and
suggested that WARM's now solid
reputation could be used to help break
down mutual inhibitions between business
and the arts.
Molly LaBerge stated the value of arts
to local businesses in terms of building
neighborhood pride and identity; an
attractive "mix of culture and commerce".
She touched on the role of the arts in
tourism, and mentioned the Poetry Bus
and plans for a Photo Bus, which make
the city environment more human. [One
ironic note, given the group she was
addressing, was that her examples of
various artists in interaction with the
community were all men.]
Potter Joyce Yamamoto Klepp took the
communication issue one step further as
she began by exhorting the group to call
out feelings and myths they had themselves or had heard about artists. To
which they responded with shouts of
"weird," "talk in abstracts", and ...
others. As reactions built to a
lively pitch, Klepp dramatically
revealed that she had a husband--and
children!--and lived in a house!!!
She spoke sensitively about the
difficulties of straddling between
two communities, and doing alot of
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"Bald Headed Woman #2" (pencil on
paper, 15"x22 11 ) by Susan Pleissner
SUSAN PLEISSNER Bald Headed Woman:
drawings and collage.
"The Bald Headed Women are allegorical
more than literal images. On one level
they deal with the phenomenal social
potency of women's hair. When given
up voluntarily, it can symbolize
woman on the highest spiritual plane;
when it is removed involuntarily, it
becomes the mark of utter ostracism.
These works are also a vehicle by which
I explore such concerns as deprivation,
compensation, condemnation (by self
or society), and redemption."
14
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"Scenic View #1 11 (acrylic paint on
paper, 29 11 x23 11 ) by Jane Bassuk
JANE BASSUK Scenic Views: paintings.
"My paintings create atmospheric qualities
which relate to human emotions. They
contain shapes within a landscape environment. The shapes are suggestive, vaguely
familiar, and they derive from circles,
crescents, leaves and fans. They often
connote growth, and are analagous to
body parts and organic materials.

SANDRA TAYLOR Cave Paintings
The wall of the cave was as integral
to the image as what was represented
in paint upon it.
My work is:
infrastructure+ground+medium=image
stroke
paper
ink

My paintings are rich in color and
pattern. Areas appear to be made of
beads, sequins, or seem embroidered.
Much of my work indicates a time of day.
Some paintings contain glowing jewel-like
shapes moving slowly in the night.
Others are daylight scenes with objects
showing off their colored surfaces."
MBER 8 - OCTOBER 6

SHOW SEPTEMBER 8 - OCl

Drawing by Sandra Taylor (29"x41")
Published by SOPHIA, 2021

SHOW OCTOBER 13 - NOVEMBER 10

SHOW
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Receding Structure #1 (The Wall) by Sally Brown.
SALLY BROWN
Reality depends on the point of view. I am attempting to stabilize a point of view in
order that the viewer will for a moment or two see what I see. My hope is that then
the viewer will chuckle as it becomes apparent that all that I see is illusion.
BETH BERGMAN
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Tuesday, October 23, 1979, 6 p.m., at
WARM: Everyone welcome. Socializing,
pot luck, dinner, talk about work being
shown by Sally Brown, Joan Carlson,
Sandra Taylor & Beth Bergman. If you
are interested, bring your favorite
food and join us. For more info. call

15:

SHOW
OCTOBER 13 - NOVEMBER 10
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_R 17 - DECEMBER 15

SHOW NOVEMBER 17 - DEi

November 17 to
December 16, 1979
Marilynn R. Anderson
Genrna Cullen
Maria Mazzara
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I read the following statement by the
architect Louis Kahn about things coming
into being. "Silence - the unneasurable,
desire to be, desire to express, the
source of new need - meets Light - the
measurable, giver of all presence, the
measure of things already made - at a
threshold which is inspiration, the
sanctuary of art, the Treasury of Shadow.
I said that all material in nature - the
mountains and the streams and the air
and we - are made of light which has
been spent, and this crumpled mass called
material casts a shadow, and the shadow
belongs to Light. 11 I feel that between
this statement and my work resonates
understanding. I will be glad to respond
to specific questions during the
exhibit ion.
Joan Tangen Carlson

NOVEMBER 10

SHOW OCTOBER 13 - NOVEMBER 10 .

Published by SOPHIA, 2021

So what sort of shreds?
Botn1d? Zipped?
Parched. Greening and
Greened. Maybe. Not
Clutching but Clutched.
September. Morphemes;
the nuts, the kernel, the
essense of the verbalization
of the nonverbal. Unless
we did that together.
The decade is over.
Current reIIIllants made
ancient metamorphosed in
a cult of narcisism.
Well. Zipped. To
remember parts and
bits of conversation.
Lin~ar. But I've never
seen it spelled. Art parts
and Allomorphs in
metapsychosis. What!

16
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Review of the Photography
Exhibition at W.A.R.M.
by Susan McDonald

Linda Gammell curated a photography
exhibition for the WARM Gallery from
April 28 to May 26, 1979. She filled
the space with the work of six contemporary American photographers. The
impact of the show was in the emotional
whole it made. I will talk about the
strengths and weaknesses I saw in the
context of emotional content.
I felt the weaknesses in the presentation occurred when photographs did not
communicate emotionally. Even when
some of the emotions were unclearly
communicated, or ambiguous, however, if
the intensity was sustained the pieces
stood up individually and collectively.
Jo Ann Callis' photographs with their
sterile, medical references and carefully balanced compositions were
extremely strong. The tight compositions and imbalanced references kept
them internally struggling, maintaining
for me a sense of irrrninent disequilibrium.
After three months those images and the
consequent emotions are immediate.
Joyce Niemanas' sexual images in the
upstairs gallery had a lasting impact.
Even though her sexual implications
were interpreted in different ways by
different viewers (some felt that she
was exulting the sexual act, others
that she was deriding it) the struggle
that she was experiencing and was
trying to communicate felt real. The
ambiguities of love and hate were part
of the integrity.
Judith Golden's polaroid tryptichs
were unclear to me. Ambiguities of
visual reference detracted from their
strength. Still, some of the combinations (such as the shirt, lobster tail,
and hair) worked visually. Generally,
however, my response was less intense
than with Callis' and Niemanas' works,
because I didn't know where she was
leading me.

Ruth T~orne-Thomsen s pinhole images
fro~ tiny constr,ucted environments were
eerie, but calm. They transmitted a
p~ayful and humble love. Their expression was almost the antithesis of
Callis' expression. Thorne-Thomsen's
larger sized photos downstairs didn't
change that expression for me, and
except for a heightened playfulness,
I. wondered why she enlarged them.
1

Marcia Resnick s images in the back of
the gallery are still bothering me.
There were captions written in pencil
on the lower part of each photo that
invited an emotional response but made
the whole of image and writing feel
contrived. The written words were not
necessary. The glittering bra, for
instance, or the woman with one leg
draped over the man's leg, were statements by themselves. The expression
was overstated, and overintellectualized.
1

Only Elaine Mayes' work felt out of
place. The pastoral quality of the
scenes and the abstraction of the large
tobacco leaves were vacant and sometimes stock fare in company with the
rest of the show.
I left the show exhausted from the
emotional demands of the pictures. I
feel this work resides firmly in the
expressionist mode of seeing. This
exhibition successfully continues
this tradition.
Grants for the exhibition have been
awarded by the Metropolitan Council
from funds appropriated to the Minnesota
State Arts Board, and by the Minneapolis
Foundation, ProColor, Inc. and Artsign.

ooO
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WARM Associate Membership meetings are
the first Tuesday of every month at
7:30 p.m. at the WARM Gallery, 414
First Ave. North. Associate and Gallery
members are welcome to come and
participate.
The Steering Committee is made up of the
following people. They may be cont~cted
for help or infonnation about Associate
membership or meetings:
Fran Belvin
722-0342
Lee Anne Dollison
871-0617
Joi Hoagland
871-4563
Kathryn Lloyd
824-8414
Cynthia Packer
871-4563
Joan Rothfuss
871-0167
Anita Wallace (Secretary)374-2986
Associate Membership Agenda - 1979
September 4th
A. Slide presentations on varied
media in the Arts
B. Informal Discussion
C. Report on the Women•·s Art Weekend
D. Announcements
October 2nd
A. Slide presentations by Associate
Members
B. Infonnation Discussion (Recap of
Weekend)
C. Steering Corrmittee Report
D. Announcements
November 6th
A. Infonnal Discussion
B. Steering Corrmittee Report
C. Announcements
December 4th
A. Discussion on how poetry, music,
dance and theater interrelate with
your art
B. Steering ColllTlittee Report
C. Announcements

Progress Report
Women's Art Weekend

On September 28, 29, and 30, 1979,an
exciting event will be happening at the
Minneapolis College of Art and Design.
Twin Cities women artists have been
meeting over the past five months to
plan Minneapolis' first Women's Art
Weekend.
The schedule of events includes lectures,
workshops and panels on a wide variety
of eminent subjects. People will be
meeting to discuss what has been done
in the past by women in visual art; what
is being done now; and hopefully ideas
will begin to flow on what can be done
in the future.
The planners of this event have been
working very hard, but we need your help
if this event is to be the success we
would like it to be. If you are
interested in working on fund raising,
program planning or publicity, please
call a member of the steering cOITDTiittee.
The Twin Cities area is home to many
visual artists, most of them working
in relative isolation. This is not by
choice, but because visual art does
not demand other artists or an audience
in order to exist, as do dance and
theater. This isolation is compounded
by lack of a well-formed corrmunity of
artists for support and encouragement.
Many women artists are even more isolated
by family corrmitments.
Our primary goal for the Women's Art
Weekend is to provide the foundation
for an active, closely-knit community
of artists in the Twin Cities. We will
also educate ourselves and the corrmunity
about the important contribution which
women have made, and are making, to the
arts. We invite you to participate in
this exciting event.

18
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SCHEDULE OF EVENTS

Sunday

Friday

9:00 a.m.

Crafts/Fine Arts: Is This
a Feminist Issue?--panel
Marcelle Williams, Sandra
Tanner

10:30 a.m.

Coffee Break

Saturday

11:00 a.m.

Welcome to the Weekend
Women's Art History-slide lecture
Rosalie Ultan
10:30 a.m. Coffee Break
11:00 a.m. Workshops (choose one)
Cultural Identification and
Acceptance in Dominant
Culture--Ruth Voigt

Sexism in the Colleges:
Strategy for change--panel
Mary Abbott, Kathryn Nash,
Laurel O'Gorman, Rene
Josef and Cindy Cribbs

12:30 p.m.

Lunch

1:30 p.m.

Creating a Collective
Vision--collective mural
and discussion of feelings
and thoughts that the Art
Weekend has brought to light

3:00 p.m.

Coffee Break

3:30 p.n.

Future Plans:
groups

7:30 p.m.

Welcome to the Weekend
Contemporary Women's Art-slide lecture
Hazel Belva and Judy Onofrio.

8:30 a.m.
9:00 a.m.

Feminine Imagery-Georgiana Kettler
Feminist Criticism--to
be announced
Process and Production/
Demons and Muses--Kris
Cottom
Caning Out as an Artist:
Personal Survival--Florence
Hill, Jeane Weber

discussion

BRING YOUR SLIDES!
A room will be provided for infonnal
slide showings.
DAY CARE
Provided (no cost).

12:30 p.m.

Lunch

1:30 p.m.

Special Issues of Oppressed
Groups--panel (Black,
Chicano, Native American,
Lesbian, Older, Handicapped)

3:00 p.m.

Question and Answer Period

LOCATION

3:30 p.m.

Coffee Break

4:00 5:30 p.m.

Workshops (repeat of above)

Minneapolis College of Art and Design
133 E. 25th St.--New Bldg.
Minneapolis, MN 55404

8:00 p.m.

Concert: Marisha Chamberlain
and Barbara Hubbard

19

https://sophia.stkate.edu/warm_journal/vol00/iss1979/2

OUT-OF-TOWNERS
Housing provided (no cost).
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---------------------------------------

FOR MORE INFORMATION, PLEASE CONTACT:

NAME

722-0342
871-0167
374-1986
225-4855
822-1868
824-8996
871-4563

Fran Belvin
Joan Rothfuss
Anita Wa 11 ace
Debby McCleary
Leslie . Bowman
Marg Rozycki
Cindy Packer

(First )

Stree t & No.

(Middle)
City

(Last)
State Zip

Phone
FEE ENCLOSED$- - - - / I I wi 11 need daycare for _ __
children

REGISTRATION
Register EARLY--space is limited

I I I will need housing (indic ate
number of people needing a place
to stay_ _ _ )

Send check or money order with
regist ration form to:
Women's Art Alliance
Box 8228
Lake St. Statio n
Minneapolis, MN 55408

I I I can provide a place to stay for
out-of-towners (indic ate number of
people you can put up_ _ _ )

--------------------------------------
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Membership Form
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Membership in the Women's Art Registry of Minnesota is open to all women artists in the State of Minnesota, and to WARM supporters both in and out of the state. There are three catagories of membership .

.
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~

ACTIVE Members are elected to that position. They hold office and make policy in the organization and
participate in all aspects of the WA RM Gallery.
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ASSOCIATE Members participate in committee activ ity of the organization, attend WARM meetings, receive the newsletter and other commun ications, and may join in all activities including the Slide Registry .
SUPPORTING Members are those men and women who support WARM and its activities and wish to
communicate with the organization. They receive the newsletter and other WA RM communications, and
may attend WA RM activities. Donations from Supporting Members will be accepted.
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Associate• $10.00

Supporting - over $8.00

NEW MEMBERS and CURRENT MEMBERS WITH CHANGES in their address or membership catagory
complete both forms below. CU RR ENT MEMBERS WITH NO CHANGES, complete on ly 1979 Payment
Record form.
·

•

WARM / 414 First Avenue North / Minneapolis, MN 55401
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Address _ _ _ __ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ __ _ _ _ _ _ _ _ _ _ _ _ _ _ _ __
Phone(s) _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ , _ _ _ _ _ _ _ _ _ _ _ _ _ _ __
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Amount Paid
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Date Paid

Name _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _...:__ _ _ _ _ _ _ __ _ _ __ _ _ __ _
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D Associate Dues ($10.00)

D Slide Registry Fee ($2.5 0)

D Supporting Dues (over $8.00)
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